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Thomas Mann made it quite clear in The Story of a Novel1 that his <Musikromam Doktor Faustus2 incorporated 
elements ofBeethoven's Sonata, op. 111, as weil as elements ofconversations Mann had with Theodor Adorno 
about that sonata and about music in general: 
Adorno sat down at the piano and, while I stood by and watched, played for me the entire Sonata opus 111 in a highly instruclive 
fashion. l have never been more anentive. l rose early the following morning and for the next three days immersed myself in a 
thoroughgoing revision and extension ofthe lecture on the sonata, which became a significant enrichment and embellishment of 
[Chapter Vlll] and indeed o/ the who/e book. 3 
Rather surprisingly, however, students ofMann's fiction have either ignored or underestimated the importance of 
Beethovenian elements in Faustus (that most <musical> of novels), concentrating instead on non-Beethovenian 
elements - including Wagnerian <Leitmotive> - in this work as weil as in Buddenbrooks, Death in Venice, 
The Magie Mountain, and the Joseph tetralogy.4 In identifying and evaluating his <Wagnerisms>, Mann 's critics 
have until now failed to realize that it is possible to interpret many aspects of Doktor Faustus as a parody of and 
commentary on Beethoven's sonata. 
There can be no doubt that Mann's novel is in many respects a <Beethovenian> work. Mann himself 
mentions - even analyses - the op. 111 sonata (as weil as other Beethoven works) on a number of occasions 
in Faus/us. Mann also confessed - as we have already seen - that he rewrote much of Faustus after listening 
to the sonata and to Adorno's discussions of it, and that his rewriting affected much of the book's overall tone 
and structure. Furthermore, the most celebrated ofhis fictional references to the sonata - Wendell Kretschmar's 
lecture about why op. 111 has only two movements - was published independently or semi-independently by 
Mann on several occasions near the end ofhis life.s lt was, in other words, singled out by its author as weil as 
members ofhis audience for its powerft!I, ifnon-technical insights into Beethoven's music. Finally, Mann's 
published correspondence reveals his delight that Kretschmar's lecture, which appears in Chapter VIII of the 
completed novel, was received with enthusiasm by no less a musician than Bruno Walter, who declared it the 
finest thing ever written about Beethoven's last sonata.6 
I believe that in Doktor Faustus Mann made Beethoven's sonata one of his novel's principal organizational 
paradigms and <referential fields>. Faustus, of course, is not exclusively or even primarily a Beethovenian work, 
any more than it is exclusively or, perhaps, even primarily a work about the Faust legend or modern German 
history; instead, it is about all of these things at the same time. Nor can every aspect of this complex novel be 
related, directly or indirectly, to Beethoven's sonata. Much of Faustus is unequivocably about other things than 
op. 11 1, even about things other than music. Nevertheless, I believe that the overall shape of Mann 's novel as 
weil as a number ofits episodes, characters, references, phrases, and even individual words refer to Beethoven's 
Thomas Mann, Die Entstehung des Doktor Faustus. Roman eines Romans, Frankfurt am Main/Hamburg: S. Fischer 1966. Published in 
English as The Story of a Novel: The Genesis of «Doktor Faustus», trans. Richard and Clara Winston, New York: Alfred A. Knopf 
1961. 
2 Thomas Mann, Doktor Faust11s. Das leben des de111schen Tonsetzers Adrian leverkii/u, erztihlt von einem Freunde, rev. ed., Frankfurt 
am Main/Hamburg: S. Fischer 1960, hereafter «DF». Quotalions from or paraphrases of Mann's original German text appear m the 
present article only in footnotes ; page numbers appear in square brackets. · 
3 Quoted from Mann, The Story of a Nove/, p. 48; italics added. The same passage in the original German begms «Dann sp1elle mir 
Adorno[ ... ] die Sonate op. 111 vollständig und aufh0chst instru~"tive Arl>> (Mann, Die Entstehung des Doktor Faustus, pp. 39-40). 
4 General studies of music in Mann 's lilerary works include: Etl1el E. Caro, Music and 17,omas Mann (Stariford Honors Essays ,n 
Humamties 2), Stanford, Califomia 1959; and Agnes Sehlee, Wandlungen m11s1kalischer Strokt11ren 11n Werke Thomas Manns: vom 
Leitmotiv zur Zwölftonreihe, Frankfurt am Main: P.D. Lang 1981; as weil as earlier studies like H.A. Basilius, «Thomas Mann 's Use of 
Musical Structure and Techniques ,n <Tonio Kroger»>, in: Germanic Review 1914 (1944), pp. 284-308. Dozens, perhaps hundreds of 
other studies also deserve to be consulted, including general works on Mann's literary techniques. See, for instance, T.J. Reed, Thomas 
Mann: The Uses o/Tradition, Oxford: Clarendon Press 1974. 
Mann also circulated the Chapter VIII lecture on op. 111 to acquaintances and friends. See 77,omas Mann: Briefe 1948- 1955, ed. by 
Erika Mann, Frankfurt am Main/Hamburg: S. Fischer 1965, p. 13 . 
6 Mann 's discussion ofop. 111 has become so famous that it has even been reprinted in scholarly studies ofßeethoven's music. See, for 
example, The Beethoven Companion, cd. by Thomas K. Scherman and Louis Biancolli, Garden City, New York: Doubleday 1972, 
pp. 1051-1055. 
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sonata either positively or negatively - that is, in keeping either with the beauties Mann perceived in op. 1 11 
or with their antitheses. In this latter sense Mann, in effect, sometimes stands op. 111 <On its head> as a 
referential field in order to comment on the gulf separating the lofty, artistically integrated realm of the sonata 
from the depraved, catastrophic realm ofthe novel: the realm ofGerman history during the decades prior to 1945. 
lt is impossible in a few pages to explain fully every way in which Doktor Faustus may be perceived in 
terms of Beethoven's sonata - or, to put it another way, how Mann's novel can be <read> in terms of 
Beethoven 's musical text. lt is impossible even to mention many of the secondary sources which have already 
dealt with Faustus, Beethoven, and related issues in Mann's work.7 The present article, therefore, deals only 
with certain fundamental similarities between Mann's novel and Beethoven's sonata. To simplify tlte 
presentation of my ideas vis-a-vis Faustus and op. 111, all quotations from Mann's novel incorporated in the 
text below are taken from the H.T. Lowe-Porter English translation. 8 References to Mann's original German text 
will be given only below in footnotes. Finally, I believe that additional similarities between Mann's novel and 
Beethoven's sonata exist. I cannot deal with these similarities here, but I hope it will be possible to discuss 
them at greater length in a later publication. 
Doktor Faustus is, to paraphrase Mann's subtitle for that work, the story of the German composer Adrian 
Leverkühn as told by his friend, the pedagogue and humanist Serenus Zeitblom. Mann's story is divided into 
two principal parts, both set almost entirely in Germany - in Faustus the land of music, especially of 
Leverkühn's fictive music. The chapters that divide the novel in half (Chapters XXIV-XXVI) are the only ones 
set entirely or to a considerable extent elsewhere: in Italy - also, of course, a nation of music, although not 
Leverkühn's music. Beethoven's sonata is divided into two movements, a fact Kretschmar discusses at consid-
erable length in Chapter vm. Furthermore, as we shall see below, each half of Faustus incorporates aspects of 
the relevant Beethoven movement both structurally and referentially. 
lt is true that other interpretations of musical elements in Doktor Faustus are also possible. There can be no 
doubt, for example - as Gerhard Herz pointed out for the tirst time more than forty years ago - that the second 
half ofMann's novel represents a return by Leverkühn to the conditions of his early life - a return, that is, in 
Pfeiffering to the rural circumstances ofhis childhood home in Buchel- and, therefore, can be <read> as a kind of 
sonata-form recapitulation.9 This does not fit into the two-movement <Op. 111 model> of mine any better than 
does Herz's suggestion that the Saul Fitelberg episode in Chapter XXXVII of Faustus represents a kind of inter-
polated prose scherzo. 1° Furthermore, many references to music in Fa11st11s seem to have no significance in terms 
of op. 111: Leverktihn's explanation of Schoenberg's twelve-tone compositional technique in Chapter XXII, for 
example, or the occasional references to Weber's Freischütz (with its diabolic assocations) which Herz has also 
pointed out. 11 Nevertheless, we can <read> the first halfof Faustus in terms of many details in Beethoven's score. 
The first movement of op. 111 is cast in sonata form with a slow introduction. This structural paradigm is 
incorporated into Chapters !-XXIII of Mann's novel in several ways. First, Zeitblom's introduction of 
Leverktihn and himself (as weil as of their childhood circumstances) precedes the rest of his story, just as 
Beethoven's introduction precedes the rest of bis movement. (See Example 1, which reproduces the first-
movement introduction of op. 111.) Second, Leverkühn's life is divided in Chapters III-XXIII of Faustus into 
three parts in terms of his changing interests: first in music, then in theology (in which he takes his doctorate), 
and again in music. Leverkühn's peripeteia and return calls to mind the exposition-development-recapitulation 
pattern of sonata form. Furthermore, theology begins to intrigue Leverktihn weil before his university days 
begin, and music recaptures his imagination weil before his university days are over. If we consider music to be 
Leverkühn's principal interest (comparable in the first movement of op. 111 to the tonic key of c minor, which 
appears primarily earlier in the exposition and throughout most of the recapitulation) and his secondary, 
speculative interest to be theology (comparable in the same movement to the secondary keys of E-flat Major, 
g minor, and so on, which appear primarily later in the exposition and throughout the development), we can 
<read> the first half of Mann's story in terms ofthe first movement of Beethoven 's op. 111. 
Music and theology, of course, are not antitheses, at least as Mann presents them in Faustus. Jnstead, they 
are as closely related as the tonic key of a sonata movement is related to its dominant or relative major. Nor can 
7 These include Patrick Camegy, Faust as Mus1cian: A Study of Thomas Mann 's Novel • Doctor Fau.stu.s,, New York: New Directions 
1973; and portions of Liselotte Voss, D,e Entstehung von Thomas Manns Roman • Doktor Faustus, , Tübingen: Max Niemeyer 1975; as 
weil as Herz ' s study identificd below. lmportant observations also appear in anthologies and readers: for example, in portions of 
Thomas Manns • Doktor Fau.stus• und d,e Wirkung (Sammlung Profile 4-5), 2 vols, ed. by Rudolf Wolff, Bonn: Bouvier 1983. 
8 See Mann, Doctor Faustus: The Story ofthe German Composer Adrian leverkiihn as Told by a Friend, trans. H.T. Lowe-Porter, New 
York: Alfred A. Knopf 1948. Quotations from or paraphrases of this edition in tl1e text of the present article are followed by page 
numbers in parentheses. 
9 See Gerhard Herz, «The Music in Thomas Mann's <Doctor Faustusrn, in: Orbis Mus,cae 9 (1986-1987), pp. 205-223 ; p. 207. Similar 
comments appear m a few older studies. See, for exarnple, Marilyn Gaddis Rose, «More on the Musical Composition of <Doktor 
Faustus»>, in: Modern Ficlion Stud,es 17/ 1 (Spring 1971), pp. 81-89; esp. 83 . NB: Herz's article was published originally in 
Perspectives in 1949. 
l 0 Herz, «The Music m Thomas Mann' s <Doctor Faustusrn, p. 207. 
l l Ebd. 
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music and theology be separated in Faustus with regard to Leverkllhn's character and attitudes. About both he is 
arrogant and proud - indeed, he is arrogant about almost everything, distant in his dealings with other people, 
and filled with irreverent, mocking laughter. For him, to borrow his father's words in Chapter m, music and 
theology are both ways of «speculating the elements» (p. 13) rather than modes of worship or ways of dealing 
with the problems of everyday bourgeois life. 12 In a similar manner - if we <read> op. 111 in terrns of Faustus 
12 See the passage beginning «Neben der geistlichen Tendenz seiner Lektüre lief jedoch eine andere, die von gewissen Zeiten dahin 
charakterisiert worden wäre, er habe wollen <die Elemente spekulieren»> [DF, p. 22]. 
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instead ofthe other way round- Beethoven's topoi can be understood in terms of certain characters and topics 
in the first half ofthe novel. Leverkühn's topos, of course, is that of Sturm und Drang. As Zeitblom points out 
in Chapter l, Leverkühn is an individual of emotional extremes, «lifted up so high, only to be so frightfully cast 
down» (p. 3). 13 The extremes of Beethoven's movement - the fasts and slows, louds and softs, and especially 
the highs and lows in pitch - most extraordinarily at measures 124-127 ofthe second movement - may be 
<read> as referring to Leverkühn (see Example 2). So too can the arrogance of Beethoven's opening first-mo-
vement theme, with its <Storm and Stress> octaves, diminished-seventh harmonies, tempestuous working-out, 
and so on (see Example 3). Zeitblom, on the other hand, depicts himself as a man of moderation and of an affecr 
tionate nature, and the occasional moments of softer, sweeter, more galant music in the first movement may be 
<heard> as referring to him (see Example 4). 
Another reference to Zeitblom - again, ifwe <read> Beethoven's sonata in terms of Faustus - is the series 
of solemn, double-dotted chords which begins at measure 6 of the first-movement introduction. (See Example 1, 
mm. 6ff.) These chords call to mind the topos of the French overture and, therefore, <tim es past> as weil as 
<genteeh times. They can be <read>, in other words, as a reference to the old world of the arts out of which 
Beethoven's music itself emerged; in Faustus they refer negatively to the new world of Germ an barbarism out of 
which Leverkühn's music emerges. As if to guarantee that his readers accept Zeitblom as a symbol of the old 
arts, Mann has his narrator confess that he plays the viola d'amore as a hobby (p. 3). 14 
Correspondences like this between the structure and topoi of Doktor Faustus and op. 111 suggest correspon-
dences between individual episodes and even <expressions> in both works (i.e., between words or phrases on the 
one hand vs. motivic statements or harmonic progressions on the other). In Chapter I of Mann's novel, for ex-
ample, Zeitblom interrupts bis narrative on two occasions; these events are called to the reader's attention ex-
plicity with the words «Here I break off» (p. 4) and «Again I break off» (p. 4), as if directing attention to the 
rests following the first two tempestuous phrases ofßeethoven's introduction 15 (see Example 1, mm. 2, 4). Next 
Zeitblom introduces himself in Chapter II and, if his introduction is not quite as stuffy as some American com-
mentators like to think, it is quite stuffy enough to remind Mann's - and Beethoven's - <readers> of the 
double-dotted chords mentioned above. 
Then, as Beethoven's music retums to a more fretful and prideful topos, we are introduced in Chapter III to 
Leverkühn's childhood surroundings and family, including his father Johann's interest in «speculating the ele-
ments» and Leverkübn's «mirth» (p. 15), bis chilly laughter at the mysteries of nature. 16 At the end of the 
sonata's introduction (see Example 1, mm. 16-17) we are poised on the threshold of the ensuing «allegro», and 
Beethoven's prolonged trill on the low G at once leads us to the beginning ofthe exposition and, harmonically, 
anticipates the beginning ofthe development in g minor. We have already seen that this last key can be <read> in 
terms ofMann's novel as having to do with theology and Leverkühn's theological studies in Leipzig. The trill 
in measures 16-17 can therefore be understood in terms both of Leverkühn's childish laughter and his later 
pridefulness in the face of religious devotion. All this is just as it should be if Mann intended his novel to refer 
to op. 111. Similarly, the fugue at the beginning of Beethoven's first-movement development employs the 
<leamed> topos can be understood in terms ofLeverkühn's university studies and years in Leipzig. 
Space does not permit me to consider all of the structural and topical parallels between Mann's work and 
Beethoven's: the one text (verbal), which can be <read> in musical terms; the other text (musical), which can be 
<read> in fictional terms. Three additional examples must suffice. First, in measures 86ff. of his first movement, 
Beethoven begins his retum to c minor and the ensuing recapitulation with a series of arpeggiated chords which 
support the opening motif of his principal theme. These cbords, which suggest improvisation, are suggested in 
Faustus by a reference in Chapter XIV to Leverkühn improvising for bis friends during his university days. 17 
Leverkühn's improvisation, interestingly enough, appears just after a reference to Beethoven in general (p. 112) 
and includes a comment to the effect that Leverkühn resembles Kretschmar both in his solemnity and in his 
ability to dash offall those notes .18 As Mann's reader has already leamed, Kretschmar dashed offthe notes of 
op. 111 as part of his Chapter VIII lecture (pp. 51-55). Nor is Chapter XIV the only one in Faustus to refer to 
that lecture and its impact on Mann's fictional hero. 
Second, Beethoven begins his recapitulation not in measure 92 (as it might appear at first glance), but two 
measures earlier. Charles Rosen cites this covered recapitulation as an exemplum of its kind and observes that 
the «arrival ofa theme [generally] enforces a structural point [and] makes an event, a moment ofarticulation.» 19 1 
have added the word «generally» to Rosen's remarks in order to suggest, as he does a few sentences later, that 
13 «Adrian Leverkühn ( ... ] vom Schicksal so furchtbar heimgesuchten, erhobenen und gestürzten Mannes» [DF, p. 9]. 
14 «Ich bin( ... ] mcht ohne Beziehung zu den Schonen Künsten (ich spiele die Viola d'arnore)» [DF, p. 9]. 
15 «Hier breche ich ab[ ... ] ich breche aufs neue ab» [DF, pp. 11-12]. 
16 Among many passages see, for exarnple. that which begms «Angesteckt von Adrians Erheiterung durch diese Nachrichten, einem 
Gelachter, das ,hn fllrmlich schüttelte und ihm Tranen erpreßte, mußte auch ich recht herzlich lachen» [DF, p. 25]. 
17 See the passage beginning «Spielte er dann fort, emem fixen Gedanken naehhangend, ihn wandelnd und lose formend, so fragte wohl 
emer von denen, die ihn umstanden, der kleine Probst, vom Kandidatentyp, blond, mit halblangem öligem Haar: <Was 1st das?»> [DF, 
pp. 152f] 
18 Ebd. 
19 Charles Rosen, Sonata Forms, New York: W W. Norton 1980, p. 95. 
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when structural elements seem to be out of phase in a work like op. 111, the apparent lack of coordination 
between them « is itself a dramatic event.»20 The covered recapitulation in the first movement of op. 111 also 
parallels two details in Faustus of some importance: that we never leam just when LeverkUhn makes up his 
mind to abandon theology for music, and that when he makes up his mind is unimportant compared with the 
fact that he does so. Furthermore, LeverkUhn's secretive retum to music is conjoined with his second visit to 
the brothel where he is infected with syphilis by the elusive prostitute known to us only by the name of her 
symbol: the butterfly Haetera esmeralda. All of this is in keeping with the mood and parodistic method of 
Mann's work, and its dramatic impact is greater - as weil as more appropriate - because it is <covered> or 
hidden. Furthermore, like Beethoven 's principal first-movement theme (see Example 3), which is presented even 
more forcefully in the recapitulation than it was in the exposition - especially in measures 92-93 - Zeitblom 
teils us in Chapter XX that LeverkUhn became, after his student years, «even more definitely that which he 
always was» (p. 159).21 
Finally, we are introduced in Chapters XX1 and XXII1 of Doktor Faustus to several characters that play 
important rotes in the second half ofthe novel. Their world, different from that of LeverkUhn's youth in Buchel 
and from his maturity in Pfeiffering, is the world of Munich and the progressing decline of German civilization. 
Toward the end of the first movement of op. 111 (mm. 152ff.) the key of C Major is introduced for the first time; 
indeed, the highly omamented galant passage associated in my <reading> of Beethoven's sonata with Zeitblom 
(see Example 4) also appears at measures l 16ff. of the recapitulation in C Major. Here the associations of 
Zeitblom with Beethoven's music, the fine arts, and <culture> as weil as with the Munich circle that plays so 
great a role in Chapters XXVII-XLVII of Mann's story, come together. Furthermore, these last chapters, which 
teil so tempestuous a series of tales about Germany in the 1920s, begin rather deceptively in Faustus, just as the 
first movement of op. 111 dies away quietly in a C-Major cadence, then returns - again with deceptive gentle-
ness - at the beginn ing of the second movement. 
Most ofthe parallels I have discussed between Doktor Faustus and op. 111 have been drawn from the first 
parts of both works. Equally important but more complex are the parallels between Chapters XXVII-XL VII of 
Mann's novel and the second movement ofBeethoven's sonata. 1 can explain here the most important ofthese 
parallels only briefly. To begin with , the foreground narrative of the second half of Faustus - not its back-
ground narrative, filled with references to World War II - consists of five interlocked versions of the same story 
interrupted by <musical> interludes like the Fitelberg episode mentioned above. Beethoven's movement, of 
course, consists almost entirely of a theme and five variations - the last of these (mm. 130ff.) somewhat differ-
ent in shape and character from the others. [I cannot resist mentioning at this point the most familiar associations 
in Faustus with the theme of the op. 111 slow movement (i .e. , the words and phrases Kretschmar invents in his 
lecture to call the opening notes ofBeethoven's theme to mind) except to observe that these idyllic words and 
phrases - «heaven's blue,» «on a time», «meadowland», and so on (pp. 54f.) - are employed ironically 
throughout the terrible second part of Mann's novel. Nor can I resist mentioning that «meadowland» -
Wiesengrund in German - is unquestionably a reference to the role Theodor «Wiesengrund» Adorno played in 
the construction ofMann's story and musical references.22) 
In any event, all five ofthe stories told in the second half of Faustus are tales of individual betrayal and loss. 
Deconstructed, they are variations on the tale of Nazi Germany, which betrayed itself and its people through 
pride and was destroyed - a point made over and over again near the end of Zeitblom 's narrative. Respectively, 
the five stories of individual betrayal and loss are: 
1. that of Clarissa Rodde, who forsakes her young lover for an old one and eventually commits suicide; 
2. that oflnes (Inez in English) Institoris, who forsakes her husband Helmut for Rudi Schwerdtfeder and, herself 
forsaken, shoots Rudi and his young bride Marie Godeau; 
3. that ofRudi, who forsakes his friend LeverkUhn and, having seduced and married LeverkUhn's love Marie, is 
shot by lnes; 
4. that ofLeverkUhn, who forsakes his lifelong friend Zeitblom by conferring his friendship on Rudi, and is be-
trayed in turn when Rudi seduces and marries Marie; and 
5. that of LeverkUhn, who forsakes his own vow of distance from mankind to love the child Nepomuk 
Schneidewein and, having fallen in love, is condemned to watch Nepomuk's terrible agony and death from 
meningitis .23 
20 Ebd. 
21 Sometimcs Zeitblom says one thing about Leverkuehn's retum to music, sometimes another. At one point, for example, he states that 
Leverkuehn had never <left> music m that he had never broken off relations with Kretschmar: «Adrians Beziehungen zu Wendell 
Kretschmar hatten sich niemals gelost oder gelockert» [DF, p. 170]. 
22 Mann himself admitted the signiticance of this play on Adomo's name. See Die Entstehung des Doktor Faustus, p. 40. 
23 A few scholars have treatcd the Leverkuehn/Nepomuk episode separately from the other stories of betrayal and loss. See, for 
exarnple, Voss, Die Entstehung von Thomas Manns Roman ,Doktor Fa11st11s», pp. 120-127. NB: This study and several others are 
cspecially mteresting on musical aspects and details of Mann's novel. 
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The last of these stories is somewhat different in form from the others; in this sense it can be <read> in terms 
either ofthe last variation in Beethoven's movement, or ofthe interpolated cadenza and <angelic> triple trills (see 
Example 2, mm. 112-114). 
Like the variations on a single theme they are, the five stories of Chapters are told to a considerable extent 
simultaneously and against a background narrative that is itself a theme: the <outer world> and the destruction of 
Germany at the end of World War n. The simultaneous presentation of <0uten theme and <innen variations is 
impossible, of course, in music of the kind Beethoven wrote. But Mann makes other, more direct references 
througbout these chapters to individual moments in the second movement of op. 111 . Consider, for instance, his 
reference to 8-flat Major and D Major as <subordinate> keys used by Leverkilhn in the violin concerto composed 
for Rudi Schwerdtfeder (p. 409).24 The same keys are are touched on briefly in measures 106 and ! !Off. of 
Beethoven's slow movement (see Example 2). Or - as my last point of comparison - consider that the triple 
trills in the same passage, which can be <read> in terrns ofthe otherworldly nature ofthe angelic Nepomuk, nick-
named «Echo» (pp. 461 ff). 25 
(Center for Interdisciplinary Studies, Virginia Tech, Blacksburg) 
24 See U1e passage beginning «Es ist ein Besonderes mit dem Stock: In drei[ ... ] Tonalitäten darin eingebaut( ... ]» [DF, p. 543]. 
25 «Und doch war hier etwas [ ... ] ihre Gültigkeit als Erscheinung des Kindes auf Erden, das Gefühl von Herabgestiegensein [ .. ]» [DF, 
pp. 618-619] . 
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